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PROGRAM 
The King Shall Rejoice (1727) 
The King Shall Rejoice 
Exceeding Glad Shall He Be 
Glory and Great Worship 
Thou Hast Prevented Him 
Allelujah 
Kelly Hopkins, soprano 
Maria D' Amato, alto 
Corey Moran, tenor 
Jason P. Traue, bass 
George Frideric Handel 
(1685-1759) 
Boston University Instrumentalists 
REPERTORY CHORUS 
Stephen A. Kingsbury, conductor 
The Rose of Avontown, Op. 30 (ca. 1896) Amy Cheney Beach 
(1897-1944) . 
Jennifer Rose Parker-Sparks, soprano 
Scott A. Jarrett, piano 
WOMEN'S CHORALE AND WOMEN OF THE REPERTORY CHORUS 
Stephen A. Kingsbury, conductor 
Song of Peace, Op. 82 (1962) Vincent Persichetti 
(1915-1987) 
Kirstina Rasmussen, piano 
MEN OF THE REPERTORY CHORUS 
Cheryl Branham, conductor 
From Winter Cantata, Op. 97 (1964) 
Gentlest Fall of Snow 
Winter Seclusion 
The Woodcutter 
One Umbrella 
So Deep 
The Wind's Whetstone 
Fallen Leaves 
Psalm 150, SWV 38 
Heather Kuhn, mezzo-soprano 
Christina Grandy, soprano 
Verdis Robinson, countertenor 
Amy Sue Dombach, flute 
Courtney McDonald, marimba 
WOMEN'S CHORALE 
Cheryl Branham, conductor 
from Psalmen Davids (1619) 
V. Persichetti 
Heinrich Schutz 
(1585-1672) 
Choir I Soli Choir II Soli 
Kelly Hopkins, soprano 
Janna Hinebaugh, mezzo-soprano 
Gregg Jacobson, tenor 
Jason P. Traue, bass 
Choir I Brass 
Michael Zonshine, trumpet 
JoAnn Lamolino, trumpet 
Marcus Trader, trumpet 
Will Lombardelli, trombone 
Shirley Gherson, soprano 
Michele Pisa, mezzo-soprano 
Corey Moran, tenor 
Adam Alexander, bass 
Choir II Brass 
Elizabeth Meeker, trumpet 
Jeannie Weisman, horn 
Peter Charig, trombone 
Michael Vandiver, tuba 
REPERTORY CHORUS 
Cheryl Branham, conductor 
In Virtute Tua 
Tylor Neist, violin 
Elise Dalleska, violin 
Shay Rudolph, cello 
Grzegorz G. Gorczycki 
(ca . 1665-1734) 
Mike Williams, double bass 
Scott A. Jarrett, harpsichord 
W ie sch on, hier zu vertraumen Heinrich von Herzogenberg 
from Vier Notturnos, Op. 22 No. 4 (1876) (1843-1900) 
Scott A. Jarrett, piano 
REPERTORY CHORUS 
Stephen A. Kingsbury, conductor 
Scene of the Drunken Poet 
from The Fairy Queen, Act I (1692) 
Adam Alexander, Poet 
Maria D' Amato, First Fairy 
Shannon Hedrick, Second Fairy 
Henry Purcell 
(1659-1695) 
Emily Cox and Jessica Lawrence, Fairies 
Tylor Neist, violin 
Elise Dalleska, violin 
James Raftopoulos, viola 
Shay Rudolph, cello 
Mike Williams, double bass 
Gil Pere!, bassoon 
Kirstina Rasmussen, harpsichord 
REPERTORY CHORUS 
Cheryl Branham, conductor 
This recital is presented in partial fulfillment of the requirements for the Master of Music 
degree in Choral Conducting. 
Please turn off all beepers and watch alarms. Please refrain from the use of photographic 
equipment as it is distracting to performers and audience alike. 
TEXTS AND TRANSLATIONS 
George Frideric Handel (1685-1759) 
The King Shall Rejoice 
I. 
IL 
m. 
IV. 
v. 
The King shall rejoice in Thy strength, 0 Lord. 
Exceeding glad shall he be, of thy salvation. 
Glory and great worship has Thou laid upon him. 
Thou hast prevented him with the blessings of goodness. 
Allelujah. 
Amy Cheney Beach (1897-1944) 
The Rose of Avontown, Op. 30 
Once bloomed a rose in A vontown, 
A rose as red as the morning. 
Its thorns were sharp, but its heart was gold, 
And diamond dewdrops its cup did hold. 
Once bloomed a rose in A vontown, 
A rose for a bride's adorning. 
A bride there was in Avontown, 
The bride of a bright June morning, 
The lovely rose she chanced to see, and said: 
'Tis an emblem of what my life will be, 
I'll pluck if for my adorning. 
Spa1<e the bride, the bride of A vontown. 
For the thorns are for grief and mourning, 
, With a petal for youth and one for health, 
and another for fame, and two for wealth, 
With the heart for love, life's adorning. 
Now as she was wed in Avontown, 
In the blush of the bright June morning, 
The rose's red petals all fell away, 
And naught but the stem did stay, 
With the 'heart of gold adorning. 
The bride waxed old in A vontown, 
The bride of the bright June morning, 
Her rosy dreams long flown away. 
But happy was she though bent and gray, 
Love stayed, her life adorning. 
From Psalm 21 : 1, 3, 5 
Caroline Mischka 
Vincent Persichetti (1915-1987) 
Song of Peace, Op. 82 
Peace, 0 Lord. 
Alleluia. 
These tears are the night. 
0 God let us walk in Thy Light. 
Alleluia . 
0 God give us Peace. 
Fear not, my soul. 
Alleluia . 
Peace, 0 Lord. 
From Winter Cantata, Op. 97 
Gentlest Fall of Snow 
Ah! the (irst, the gentlest fall of snow: 
Enough to make the jonquil-leaves bend low. 
Winter Seclusion 
Winter seclusion: on the window-pane 
The silver fern of frost has grown again. 
The Woodcutter 
Within the wintry grove, my axehead fell 
And bit the bark - how startling was its smell! 
One Umbrella 
One umbrella, as snowy dusk draws on, 
Has come; and passes by; and now is gone .... 
So Deep 
So deep the heavy snow since yesterday, 
Its drifts remain - sweep, sweep as you may. 
The Wind's Whetstone 
Through jagged cedars rips the winter blast, 
Honed on the craggy [ cragged) ledges as it passed. 
Fallen Leaves 
The winter's fitful gusts, as they expire, 
Bring enough fallen leaves to build a fire. 
Anonymous 
Mono No Aware by Basho 
The Living Cold by Ho-o 
The Woodcutter by Buson 
Nowhere by Yaha 
Weight of the Past by Izembo 
The Wind's Whetstone by BashO 
The Monk in the Woods by Ryokan 
From A Net of Fireflies, Japanese haiku translations by Harold Stewart 
Heinrich Schiltz (1585-1672) 
Psalm 150 
Alleluja . 
Lobet den Herren in seinem Heiligtum, 
lobet ihn in der Feste seiner Macht. 
Lobet ihn in seinen Taten, 
lobet ihn in seiner grofSen Herrlichkeit. 
Lobet ihn mit Posaunen, 
lobet ihn mit Psaltem und Harfen. 
Lo bet ihn mit Pauken und Reigen, 
lobet ihn mit Saiten und Pfeifen. 
Lobet ihn mit hellen Cymbalen, 
lobet ihn mit wohl klingenden Cymbalen. 
Alles was Atem hat, lobe den Herrn. 
Alleluja. 
Grzegorz Gorczycki (ca. 1665-1734) 
In Virtute Tua 
In virtute tua, Domine 
Laetabitur l. ustus: 
Et super sa utare tuum 
Exsultabit vehementer 
' Desiderium animae ejus 
,Tribuisti ei. 
1'raditional Roman Catholic 
Heinrich von Herzogenberg (1843-1900) 
Wie schan, hier zu vertrtiumen 
Wie schon hier zu vertraumen die Nacht 
im stillen Wald, · 
Wenn in den dunklen Baumen 
das alte Marchen hallt. 
Die Berg' im Mondesschimmer, 
wie in Gedanken steh'n 
Und durch verworr'ne Trilmmer 
die Quellen klagend geh'n. 
Den mud' ging auf den Matten 
die Schonheit nun zur Ruh'. 
Es deckt mit kii.hlen Schatten die Nacht 
das Liebchen zu. 
Das ist das irre Klagen 
in stiller Walldespracht, 
Alleluia . 
Praise the Lord in His sanctuary, 
praise Him in His mighty power. 
Praise Him in His actions, 
praise Him in His great majesty. 
Praise Him with trumpets, 
praise Him with lyres and harps. 
Praise Him with timpani and round dance, 
praise Him with strings and harps. 
Praise Him with bright cymbals, 
praise Him with clear-ringing cymbals. 
Everything that has breath, praise the Lord. 
Alleluia . 
Trans. Cheryl Branham 
In your strength, Lord 
Shall the just be glad 
And by your salvation 
Rejoice exceedingly 
Ah, you have granted 
His soul's desire. 
Trans. Stephen A. Kingsbury 
How beautiful here, to dream away the night 
in the still woods, 
When in whose dark trees the 
old fairytale resounds. 
The mountain, in the moonlight, 
as in thought stands 
And throughout entangled ruins, 
the springs, lamenting, flow. 
For tired, upon the meadow, 
Beauty is now to rest. 
The night covers the lover 
with cooling shadows. 
This is the confused lament 
in still wood-tongue, 
, 
Die Nachtigallen Schlagen von ihr 
die ganze Nacht. 
Die Stem' geh'n auf und nieder 
Wann kommst du Morgenwind 
und hebst Schleier wieder 
von dem vertraumen Kind? 
Schon riihrtsich in den Baumen die 
die Lerche weckt sie bald! 
So will ich treu vertraumen die Nacht, 
im stillen Wald. 
Joseph von Eichendorff 
Henry Purcell (1659-1695) 
The nightingales sing to her 
the whole night. 
The starts rise up and down 
When come you, morning-wind, 
and lift the haze anew 
from this dreaming child? 
Already stirring in the branches, 
the lark will wake her soon! 
Thus will I faithfully dream away the night 
in the still woods. 
Trans. Stephen A. Kingsbury 
Scene of the Drunken Poet, from The Fairy Queen, Act I 
Poet: 
Fill up the bowl, then--
First Fairy and Chorus: 
Trip it, trip it in a ring; 
Around this mortal dance and sing. 
Poet: 
Enough, enough, 
We must play at blindman's buff. 
Turn me round and stand away, 
I'll catch whom I may. 
Second Fairy and Chorus: 
About him go, so, so, so, 
Pinch the wretch from top to toe; 
Pinch him forty, forty times, 
Pinch till he confess his crimes. 
Poet: 
Hold you damned tormenting punk, 
I do confess. 
Fairies : 
What, what? What, what? 
Poet: 
I'm drunk as I live boys, drunk. 
Fairies : 
What art thou, speak? 
Poet: 
If you will know it, 
I am a scurvy Poet. 
Chorus : 
Pinch him, pinch him for his crimes, 
His nonsense and his dogrel rhymes. 
Poet: 
Hold! oh! oh! oh! 
Fairies: 
Confess, confess more, more! 
Poet: 
I confess I'm very, very poor. 
NayJrithee now do not pinch me so, 
Goo dear devil let me go; 
And as I hope to wear the bays, 
I'll write a sonnet in thy praise. 
Chorus: 
Drive 'em hence, away, away. 
Let 'em sleep till break of day. 
Anonymous, after Shakespeare 
PROGRAM NOTES 
George Frideric Handel (1685-1759) 
The King Shall Rejoice 
King George I of England died on 11June1727. Preparations were immediately 
underway for the coronation of the new king, George II. Under normal circumstances, the 
music for the ceremony would have been entrusted to the Organist and Composer of the 
Chapel Royal, at that time, William Croft. However, Croft himself died soon after the 
King. Four days after Croft's passing, the Bishop of Salisbury recommended Maurice 
Greene as Croft's successor, but it soon became clear that Greene would not be asked to 
provide the music for the coronation. Instead, on personal appointment from the King, 
George Frederic Handel was commissioned to compose the anthems. At that time, Handel 
held the appointment Composer of the Chapel Royal. There is some evidence to suggest 
some ill fee1ings between Handel and Greene as a result of this set of circumstances. 
' Greene may have felt slighted by the King's insistence on having Handel compose the 
. music, and Handel may have coveted Greene's position; a position for which tradition 
held him ineligible. It was reserved specifically for a native Englishman. 
Handel composed four anthems for the service, Zadok the Priest, Let thy Hand be 
Strengthened, My Heart is Inditing, and The King Shall Rejoice. He choose his texts from 
the Bible and the Book of Common Prayer, and in the case of Zadok ... and Let thy Hand ... 
from the texts of the 1685 coronation which had recently been reprinted. According to 
accounts of those present at the service, all did not go well with the music. Five of the ten 
boy sopranos in the chorus had recently been dismissed due to their voices changing. For 
that reason, the canto parts may have been supplemented by some Italian sopranos from 
Handel's opera company. Further compounding the issue was the performers' 
disbursement on two specially erected galleries, designed to increase space for the larger-
than-usual number of performers as we11 as guests. The sight-lines between these two 
galleries were interrupted by the altar. Performers who were unable to see may have 
oeen further confused by two, alternate orders of service that had been circulated. 
Despite the confusion, the anthems became an immediate popular success. . 
Handel's four anthems are perfectly suited to their purpose; highly ceremornal 
music designed for EJerformance in a large space. The King Shall Rejoice is the most 
massive of the four . It is based on a chiasmic structure whereby, the symmetry of the 
_ work radiates out from the central movement; a single, homophonic outburst of "Glory 
and great worship hast thou laid upon him". The second and fourth movements are each 
in triple meter. The second is scored for four-part chorus or optional solo quartet. Its 
pastoral nature is highlighted by the compound meter as well as the choice of . 
mstrumentation. In the fourth movement, Handel's Germanic roots assert themselves m 
the form of a massive fugue . The outer movements are perhaps the most characteri stically 
ceremonial. The opening of the work takes the form of a joyous choral fanfare, the 
closing a highly imitative Alleluia . 
Amy Cheney Beach (1897-1944) 
The Rose of Avontown, Op. 30 
Stephen A. Kingsbury 
The only child of a distinguished New England family, Amy Beach was born 
Amy Cheney in Henniker, New Hampshire on 5 September 1867. Beach demonstrated a 
strong musical aptitude early in life, as both a prodigy on the piano and as a gifted 
composer. By the age of 16 she had not only made her debut as a concert pianist with the 
Boston Orchestra, but had also had her first song published. In 1885, at the age of 
eighteen, Beach married the prominent Boston physician, Dr. Henry Harris Aubrey 
Beach. It was at this point, out of deference to her new husband, that she adopted the 
professional name, Mrs. RH.A. Beach. While Dr. Beach was highly supportive of her 
compositional efforts, Beach agreed to limit her concert appearances. She appeared only 
occasionally, always donating her proceeds to charity, until Dr. Beach's death in 1910, 
when she embarked on a three-year concert tour of Europe. 
Amy Beach was a leading representative of the so-called "New England 
School" of classicist composers, which included people such as Horatio Parker, Arthur 
Foote, and George Chadwick. The fundamental language of Beach's compositions is 
based upon the late-romantic idiom. She favored the integration of folk elements, not only 
from her own Anglo-Irish tradition, but also the folk traditions of the middle-European 
nations as well as the music of Native and Black Americans. 
The Rose of Avon town was one of Beach's most pofular and frequently 
performed works at the end of the 19th century. It is typica of her early style. Completed 
either by December 1895 or at the end of March 1896,- the work is a setting of a text by 
Caroline Mischka. The work is characterized by long, soaring line that, despite the rich, 
occasionally rather dissonant, harmonies are quite singable. The text is sentunental in 
nature. It uses the imagery of a rose to describe the journey of a young bride from a youth 
with great dreams for the future, to old age. The beginning portrays all of the joyful 
enthusiasm of youth. As the bride ages, energy and color diminish. The character of the 
melodic lines themselves evolves from bright and Wting to more and more lyric, more and 
more mature, as the work progresses. Tonally, the work moves from F majbr through 
darker tonal regions as the rose begins to whither before contentedly returning to F. 
Vincent Persichetti (1915-1987) 
Song of Peace, Op. 82 
Winter Cantata, Op. 97 
S.K. 
Philadelphia-born Vincent Persichetti composed both Song of Peace and Winter 
Cantata in the early 1960's. Song of Peace (1962) was commissioned by Colgate University 
for its Chapel Choir, and sets an anonymous sacred text. Here, Persichetti's writing seems 
traditional: the choral texture is homophonic, the piano accompaniment is uncomplicated, 
and the overall form is a simple A-B-A. By contrast, the twelve short movements of Winter 
Cantata (1964) are much more linear in texture and much less traditional in language. 
Based on Japanese haiku, Persichetti's musical settings are almost as concentrated as the 
couplets of text, conjuring up textual images in musical sounds. For example, the repeated-
note motive of One Umbrella echoes the patter of raindrops, while the accented angularity 
of The Wind's Whetstone reflects the viofent, ripfing words of the text. Rather than 
limiting the instruments to an accompanimenta role, Persichetti exploits the possibilities 
of flute and marimba in combination with women's voices to remarkable effect. This 
particular marriage of sound and text seems, in the end, organic or inevitable. 
Heinrich Schiltz (1585-1672) 
Psalm 150, SWV 38 
Cheryl Branham 
Psalmen Davids (1619) of Heinrich Schiltz reflect the influence of his teacher, 
Giovanni Gabrielli, with whom he studied from 1609 to 1612-particularly in his use of 
antiphonal choirs with coll~ J?arte brass instruments . Schiltz sets the German text 
sectionally, each verse receiving a slightly new treatment and alternating soli with full 
chorus. An Alleluia antiphon frames the Psalm text, following prescribed liturgical 
practi<;e, ~di~ scored in triple r:'eter until the_ final expan~ive s~atement. Each verse, by 
cont;t-ast, i_s set~ d~ple 11'.eter, with one exception: ''Lo?et ihn rrut Pauken und Reigen" 
(Praise Him with timpani and round dance) is set to triple meter for both soli and chorus. 
Schiltz likely is painting the text here to reflect the imagery of the dance. Generally, 
chorus reiterates each _verse, sung first by the soli. But in the last verse, when soh call 
for worshippers to "Praise Him with ... cymbals," the chorus responds, "Everything that 
has breath, praise the Lord." 
Grzegorz G. Gorczycki (ca. 1665-1734) 
In Virtute Tua 
C.B. 
Grzegorz Gerwazy Gorczycki was a priest, church musician and composer 
who lived and worked in Poland during the later part of the Baroque era . He spent the 
majority of his career at the Wawel Cathedral in Krakow. Gorczycki died at the height 
'of his career after becoming seriously ill from a cold he received while conducting the 
choir of the Wawel Chapel at the coronation of the elector August II of Saxony in 1734. 
Although a virtual unknown in the U.S., Gorczycki is a highly revered musical 
~re in Poland. His compositions betray his identity as a priest and church musician. 
A1though he does appear to have written a few purely instrumental works, the vast 
majority of his compositions are setting of liturgical texts meant for inclusion in the 
services of the Church. His motet In Vlrtute Tua, a setting of the Introit from the First 
Mass of a Martyr Not a Bishop, is set for a four-part chorus and a small instrumental 
ensemble consisting of two violins and a continua group. In the first half of the work, the 
keyboard instrument plays harmonies derived from the cello bass line. The violin lines 
work to form dialogues with the chorus. The choral material consists of short solo 
sections juxtaposed with larger, homophonic, tutti outbursts. In the latter half of the 
work, the tempo slows and the vocal liii.es become more gracious. Instead of being a 
primarily homophonic texture, as in the first half, a polyphonic treatment is used . The 
use of the instruments is retained, but the character of their use if greatly altered. Here, 
instead of being responsible for providing the harmonic support, the continuo is treated 
as two more, independent, lines that are treated as part of frie polyphony. The violins are 
used to thicken the texture at points where the choral forces are thinned, or to conh·ibute 
to important tuttis. For tonight's performance, we have decided to end the work with a 
repeat of the material from the first half. 
S.K. 
Heinrich von Herzogenberg (1843-1900) 
Wie schdn, hier zu vertrtiumen 
It is easy to see the influence of Herzogenberg's friend and contemporary, 
Johannes Brahms in this music . Born the son of an Austrian Court official, Herzogenberg 
initially seemed destined for a career outside of music. His family's high standing in 
society gave him access to a humanities education. Like many prominent composers 
before him, Herzogenberg began studies in law before dedicating himself to composition. 
It was at the house of his composition teacher, Felix Otto Dessoff, that Herzogenberg first 
came into contact with the young Brahms, with whom both he and his wife, Elizabeth 
were to share a life-long friendsfup. Although Brahms considered the criticism of his 
own work by both Herzogenbergs to be highly valuable, he seems never to have been able 
to take Heinrich seriously as a composer. Perhaps, it is upon this devaluation by such an 
important compositional icon that later generations have formulated their own 
assessments ofHerzogenberg's work. During his lifetime, he garnered the reputation of 
what Richard Bloesch refers to as a "dry, pedantic contrapuntist." The evaluation is 
currently being re-examined. Beneath the general Brahms1an surface lies the hand of a 
master craftsman who was heavily influenced, not only by Brahms, but also by Bach, 
Wagner, and Schumann. . 
Wie schOn, hier zu vertriiumen is the final piece in Herzogenberg's Vier 
Notturnos, Opus 22 of 1876. The set bears a dedication to Philip Spitta, with whom 
Herzogenberg founded the Leipzig Bach Society. The poem is by Joseph von Eichendorff, 
who lived from 1788 to 1857. It was written shortly after the death of Eichendorff's 
young child. It is rife with images illustrating the poet's grief. Long choral solo and 
duetic passages highlight the stark atmosphere of the poem, while the lush, highly 
virtuosic, piano accompaniment wraps the choir in the warm, misty haze of the forest as 
it emerges from its slumber in the early pre-dawn hours. 
S.K. 
Henry Purcell (1659-1695) 
Scene of the Drunken Poet, from The Fairy Queen, Act I 
Perhaps Henry Purcell is best known for his tragic opera Dido and Aeneas. But 
his five-act opera, The Fain; Queen, explores Purcell's comedic side. The text is an 
anonymous, somewhat contorted adaptation of Shakespeare's A Midsummer Night;s 
Dream. The connection between the play an the opera centers around Titania, queen of 
the fairies, and her attendants. Originally, the first act contained no music, and the 
subsequent acts were actually four separate masques, each with different characters to 
depict the continuation of the story. First performed in The Queen's Theatre in London, 
1692, the full stage production is a behemoth incorporating soloists, chorus, dancing, as 
well as the obligatory costumes and props. Even in its own day the complete production 
was elaborate and expensive. The Scene of the Drunken Poet introduces the opera. 
Apparently Purcell's audience was so familiar with this story that the opening of the 
play, which introduced the principal characters, was unnecessary. Instead, Purcell 
replaced the openin)$ with this musical scene. Three drunken poets stumble upon fairies 
in the forest, tne fairies torment them playfully, then drive them away "to sleep it off." In 
our concert, we feature one drunken poet and two principal fairies, with the chorus 
joining in the game and taunting the poor poet relentlessly. 
C.B. 
Boston University Women's Chorale 
Soprano I 
Kristin Badowski, Mequon, WI 
Emily Cox, Albuquerque, NM 
Heather Cundiff, Chattanooga , TN 
Christina Grandy, North Easton, MA 
Deborah Kim, Allston, MA 
Jennifer Rose Parker-Sparks, Olympia, WA 
Helen Puckett, Clarksburg, MD 
Lindsay Rowell, Houston , TX 
Alison Walla, Kansas City, KS 
Soprano D 
Jennifer Cameron, Spokane, WA 
Natalia Douris, Red Hook, NY 
Marshalee Ducille, Stone Mountain, GA 
Allison Jones, Canton, MA 
Jessica Lawrence, Arlington, VA 
Sara McDougall, Syracuse, NY 
Tomoko Nakajima, Palo Alto, CA 
Sarah Palmer, San Ramon, CA 
Symi Rom-Rymer, Chicago, IL 
Leah Rosenthal, Lake Forest, IL 
Alto I 
Amy M. Hall, Fairfield, CA 
Yu-Mi Lee, Brookline, MA 
Sarah Lemoine,New Orleans, LA 
Emily Lyman, Albany, NY 
Alto II 
Anne Graczyk, Windsor Locks, CT 
Heather Kuhn, Shrewsbury, MA 
Melissa Mazzoli, Lansdale, PA 
Verdis Robinson, Rochester, NY 
Rebecca Singer, Fountain Valley, CA 
Boston University Repertory Chorus 
Soprano 
Jenny Bent, Chester, NH 
De Anne Dubin, Belleville, MI 
Mandy Feiler, Montvale, NJ 
• Oaudia Frost, Hamilton , MA 
,Shirley Gherson, Yorktown, NY 
Shannon Hedrick, Hingham, MA 
Kelly Hopkins, Havertown, PA 
Amanda James, Lake Forest, IL 
Elizabeth Kinzer, Minneapolis, MN 
Krista Lester, Monroeville, PA 
Jessica Murphy, Norwalk, CT 
Andrea Rash, Des Moines, IA 
Valerie Reznik, Highland Park, IL 
Alto 
Missy Backus, Westport, CT 
Andrea Brenon, llion , NY 
Leta Chan, Alameda, CA 
Casey Cole, Tigard, OR 
Maria D'Amato, Shirley, NY 
Kristen Faerber, Dallas, PA 
Janna Hinebaugh, San Antonio, TX 
Emily Landa, LaGrange, GA 
· Aidan Loveland, Lawrence, KS 
Michelle Pisa, Tyler, TX 
Tenor 
Martin Benvenuto, Buenos Aires, Argentina 
Matthew L. Garrett, Spartanburg, SC 
Keith Hampton, Lake Mills , WI 
Gregg Jacobson, Randolph, NJ 
Corey Moran, Bangor, ME 
Steven Olbash, Boston, MA 
John Paulson, Allston, MA 
Leland Wiltamuth, Northport, NY 
Bass 
Paul Akers, Riverside, CA 
Adam Alexander, New Canaan , CT 
Jason Bishop, Memphis, TN 
Keith Butler, East Meadow, NY 
James Farmer, Santa Ana, CA 
Pablo Gisholt, Mexico City, Mexico 
Chad Leahy, South Hadley, MA 
Jonathan Miller, Oradell, NJ 
Peter Munoz-Bennett, Lexington, MA 
J. Scott Perkins, Bristol, CT 
Jason P. Traue, Farmers Branch, TX 
Boston University Instrumentalists 
Violin I 
Tylor Neist, Concertmaster 
Nyssa Patten 
Gabrielle Kopf 
Violin II 
Elise Dalleska, Principal 
Christine LeDoux 
Rebecca Chakarian 
Violin ID 
Meg Dole, Principal 
Jessica Amidon 
Sara McDougall 
May4 
8:00 p.m. 
May 11 
8:00 p.m. 
May 12 
8:00 p.m. 
June9 
12:00 p.m. 
Viola 
James Raftopoulos 
Cello 
Shay Rudolph 
Double Bass 
Mike Williams 
Oboe 
Marea Chernoff, Principal 
Amanda Clock 
UPCOMING EVENTS 
Bassoon 
Gil Pere! 
Trumpet 
Brian Casper, Principal 
Daniel Boucher 
Nicholas Snaith 
Timpani 
Courtney McDonald 
Harpsichord/Organ 
Scott A . Jarrett 
Celebration honoring Gerald Tsai and the 
10th Anniversary of the Tsai Performance Center, 
with the Boston University Symphony Orchestra 
Lukas Foss, conductor 
David Hoose, conductor 
Daniel Meyer, conductor 
Kostis Protopapas, conductor 
Kelly Kaduce, soprano 
Konstantinos Papadakis, piano 
The Tsai Performance Center 
685 Commonwealth Avenue 
Student Chamber Concert with Andres Diaz, cello 
The Tsai Performance Center 
685 Commonwealth Avenue 
Artist Diploma Recital 
Mark Cleveland, baritone 
George Lopez, piano 
The Tsai Performance Center 
685 Commonwealth Avenue 
Summer Concert Series 
Mark Kroll, director 
Carol Lieberman, classical violin 
Mark Kroll, fortepiano 
The Tsai Performance Center 
685 Commonwealth Avenue 
Contributors to the School for the Arts Music Programs 
Contributors to the Music Programs belong to a special group of people responsible 
for the support of educational activities, events, programs, performances and many 
other departmental needs. 
100,000 + 
Henrietta DeBenedictus 
25,000 + 
The Blount Foundation, Inc. 
10,000 + 
Marjorie McDonald, M.D. 
Helen Salem Philbrook 
Virginia E. Withey 
Avedis Zildjian Company 
5,000 + 
The Canadian Club of Boston 
Renaissance Musical Arts, Ltd. 
Estate of Arthur L. Thayer 
Zale-Delaware, Inc. 
1,000 + 
Alabama School of Fine Arts Foundation 
G.C. Anderson Family Foundation 
Berkshire Taconic Community Foundation, Inc. 
Eugene L. Brown 
Cagg Foundation 
Dorothy D. Cameron 
Lucile L. Dahlstrom 
Dean S. Edmunds Foundation 
Janet C. Fisher 
Carol Gebhardt 
Ann and Gordon Getty Foundation 
' Charlotte Goodwyn 
Esther B. Kahn Charitable Income Trust 
1Edwin C. Laird 
Montgomery Symphony Association 
Estate of Martha P. Setchell 
Albert Spalding Historical Society 
Charles Stakely Jr. 
Carl H. Stiehl 
Bob and Anne Woolf Charitable Foundation 
500 + 
Alexander Bernstein 
Trinity Church 
Phyllis Curtin 
FPT Travel Management Group 
Phyllis Elhady Hoffman 
Valerie A. Hyman 
Ann Howard Jones 
Turi and Bruce MacCombie 
Estate of John E. Moran 
Osia Charitable and Educational Trust 
Beatrice S. Rose 
Catherine L. Stein 
Helen J. Steineker 
Carolyn Stoessinger 
Union Oyster House, Inc. 
250 + 
Estate of Constantin Alajalov 
BankBoston Corporation Charitable Foundation 
Beth S. Chen Buslow 
Custom Transportation Services, Inc. 
Edna L. Davis 
Joy L. Derry 
Ann B. Dickson 
East Cambridge Piano 
Carolyn B. Fowels 
James P. Galas, Ph.D 
Nancy Marsh Hartman 
High Meadow Foundation 
Kirkland Construction Co. 
Herbert F. Levy 
Merle Louise Mather 
Ella Reiss Urdang 
Waste Solutions, Inc. 
Boston University School for the Arts 
Advisory Board 
Jason Alexander 
Saul B. Cohen 
Edwin G. Fischer 
Judith M. Flynn 
Nancy Reis Joaquim 
Esther B. Kahn 
Michael Melody 
Stephen M. Mindich 
Ronald Sampson 
Anne-Marie Soulliere 
Ralph Verni 
Administration 
Bruce MacCombie, Dean 
Phyllis Hoffman, Director, Music Division 
Roger Croucher, Director, Theatre Arts Division 
Alston Purvis, Director Ad Interim, Visual Arts Division 
Walt Meissner, Associate Dean, Administrative Affairs 
Patricia Mitro, Assistant Dean, Enrollment 
Judith Sandler, Public Relations Director 
Karla Cinquanta, Alumni Officer 
General Information: 
Public Relations Office: 
Development Office: 
Alumni Relations Office: 
SPA Events Information Line: 
( 617) 353-3350 
( 617) 353-3345 
(617) 353-3345 
( 617) 353-3345 
(617) 353-3349 
***************** 
You can help support these talented young artists by joining the Friends of 
Music at the School for the Arts. For information, please contact the Office of 
Development, Boston University School for the Arts, 855 Commonwealth 
Avenue, Boston, MA 02215 or call 6171353-3345. 
